While Dracula's presence within the cinema has fuelled extensive scholarship, little attention has been played to his role within television. Where television adaptations are discussed, the analyses are primarily removed from their televisual contexts or discussed as anachronistic, their televisuality used to reaffirm the notion that within a world of modern horrors, Dracula isn't scary any more. In contrast, this essay examines the relationship between Dracula and television with a specific focus upon Dracula's contribution to a changing landscape of televisual horror. The essay focuses its analysis upon two key periods of TV Horror1950s-1970s and post-2000-, examining the role that Dracula plays on TV and considering how it embodies the increasingly provocative nature of horror. It examines the role that Dracula plays within children's, family, and prestige drama. It considers how Dracula adaptations interrogate the uncanniness of the televisual medium. It examines the impact of the seeming over-familiarisation of Stoker's Count by challenging the perception that this familiarity has neutered Dracula as an icon of horror. Instead the essay argues that television offers a space in which Dracula continues to function as horror, destabilising questions of normality and the comforts of quality television programming.
While Dracula's presence within the cinema has fuelled extensive scholarship, little attention has been played to his role within television. Where television adaptations are discussed, the analyses are primarily removed from their televisual contexts (Auerbach 1997) or discussed as anachronistic, their televisuality used to reaffirm the notion that within a world of modern horrors, Dracula isn't scary any more (Waller 1986 ). Yet attitudes to television have changed with a growth of programmes and scholarship that clearly demonstrates that television is an ideal home for horror (Hills 2005; Wheatley 2006; Jowett and Abbott 2013; Janicker 2017) . The aim of this essay, therefore, will be to examine the relationship between Dracula and television with a specific focus upon Dracula's contribution to a changing landscape of televisual horror. To achieve this, the essay will focus its analysis upon two key periods -1950s-1970s and post-2000 . It will first establish these periods as Golden Ages of TV Horror in which developments within the broadcast landscape fuelled the production of horror for the small screen. Secondly, the essay will examine the role that Dracula plays on television within these periods, reflecting upon the proliferation of Dracula texts and questioning how they embody the increasingly provocative nature of the genre. It will examine the impact of the seeming over-familiarisation of Stoker's Count by questioning the degree to which this familiarity has neutered Dracula as an icon of horror. Instead I will argue that television offers a space in which Dracula continues to function as horror, destabilising questions of normality and the comforts of quality programming.
TV Horror 1950s -1970s
While twentieth century horror is most commonly associated with cinema, the genre began to develop a strong presence on television in the UK and the USA from the 1950s, reaching a peak of production in the 1970s. Helen Wheatley has demonstrated that within the UK, television's early experiments with standalone horror stories began to appear in the 1940s and 50s, with titles such as A Ghost Story (1947) , The Edgar Allen Poe Centenary (1949) and Rebecca (1954) , while the gothic anthology series, building upon the success of radio dramas such as Appointment with Fear (1943-44) , came into its own in the 1960s and 70s (2006: 27) . 1 Similarly Derek Johnston has shown that 'the tradition of a ghost story at Christmas on British Television goes back to 1936, and to Barnsby Williams' two live appearances in the character of Scrooge on Christmas Eve ' (2015: 155) . This was followed, according to Johnson, 'with various ghost stories appearing over the Christmas period across the channels, alongside other Gothic and supernatural programming', before consolidating into a regular series of programmes called A Ghost Story for Christmas which aired on BBC1 between 1971 and 1978 (155) . British science fiction television also has a long history of exploring the uncanny, gothic and horrific elements of alien invasion and exploration from
The Quatermass Experiment (1953) to Doctor Who (1963-1989, 2005-) .
In the US, a relationship between horror and television began to emerge in the 1950s through the broadcast of classic horror movies from the 1930s and 40s. These films would often be introduced by a host, appearing in costume as a vampire or ghoul; the most famous of which was Vampira. Her show ran on the Los Angeles channel KABC-TV (1954-55) . In 1957, Universal studios sold the rights to their back catalogue of horror films to television under the title 'Shock Theatre'. In the tradition of Vampira, these broadcasts would also feature a horror host, surrounded by gothic iconography in order to generate extra terror or a comic commentary. 2 The relationship between TV and horror was reinforced by the regular appearances of horror legends from these classic movies as guests on live-comedy revues such as Milton Berle's Texaco Star Theatre (1948-56) and The Red Skelton Show (1951-71) .
For instance in 1954, Bela Lugosi, Lon Chaney Junior and TV horror-host Vampira appeared on the Red Skelton Show, parodying 1930s horror movies through a mad scientist narrative in which Dr. Lugosi, played by Lugosi lampooning his classic horror roles, tries to harvest a brain from the hapless salesman played by Skelton (1954) . 3 In 1955, Skelton presented a spoof of the contemporary situation comedy The Honeymooners (1955-56) by reimaging it with a Gothic tint. In the sketch guest star Peter Lorre plays Ralph Cramden -the role made famous by Jackie Gleason -now driving a hearse rather than a bus, who comes home to his tenement apartment and his vampiric wife Alice, played by Mary Beth Hughes dressed in a Vampira-costume. The comedy comes from the fusion of the gothic conventions of horror with the normality of the sitcom, a trope that would be more fully developed in the 1960s as will be discussed below. By the late 1950s, the presentation of horror films with gothic hosts and the increasing familiarisation of horror stars on television led to a move toward recruiting iconic stars to host horror anthology series such as Boris Karloff's The Veil (1958), Lon Chaney Jr's 13 Demon Street (1959-60) and Boris Karloff's Thriller (1960-62) .
In the UK, packages of horror films did not become available on television until 1969 when, according to Sheldon Hall, ITV bought a collection of Universal horror films, including a selection of titles from Hammer Studios. As with Shock Theatre, however, they were programmed under clearly identified horror slots such as 'Appointment to Fear', 'Midnight Movie Fantastic' and 'Dracula, Frankenstein & Friends' (Hall forthcoming) . The popularity of these programmes, alongside the growth of the horror anthology series, demonstrate that in the 1950s, 60s and 70s, horror was becoming increasingly commonplace on the domestic screen.
TV Horror in this period also became preoccupied with the domestic through a horror mise-en-scène designed to reflect 'a certain awareness of the viewing context' of television (Wheatley 2006: 38 first appearance, but they are also based upon the Hanna-Barbera characters Mr and Mrs J.
Evil Scientist who first appeared on television in 1959 in the cartoon series Quick Draw McGraw (1960) and Snagglepuss (1961) (Anon) . While the live-action sit-coms did not last long (although they did yield a substantial number of episodes) and the Gruesomes only made a few appearances, they were followed by yet another intrusion of the Gothic past into contemporary domestic spaces by the series Dark Shadows (2) . Muir argues that this 'turn toward darkness' was a product of a 'national mood due, at least in part, to the shocking and graphic news footage coming back from the Vietnam War'
.
The Family Dracula
Horror in the 1970s was appearing across television in multiple hybrid genres and forms (period vs contemporary set, comedy vs drama, Gothic vs modern horror) and aimed at a range of audiences, establishing the decade as a golden age of television horror in which the genre was both lucrative and provocative. Frankenstein's monster costume for the event. This costume seems to make fun of Herman's real appearance and identity, which to the Munsters is the equivalent of dressing in blackface.
As Laura Morowitz argues:
At a moment when segregation of schools and neighbourhoods began to gain more attention, the monsters served as convenient stand in for blacks and ethnic minorities.
The attributes of these monsters (de-evolved, primitive, bestial) allowed them to serve as symbolic substitutes for outsiders attempting to "invade" the idyllic suburbs ( including a haunted castle, cobwebs, and bats, and accompanying his appearances with the sound of wolves howling, quietly creepy music, creaking doors, and thunder and lightning that struck whenever he laughed, which usually came after counting -'1, 2, 3 -3 vampire bats ah-ah-ah'. Like Stoker's vampire he bore no reflection and he refers to both the wolves and the bats as his 'children', with a knowing nod to the infamous line from the novel 'Children of the night. What music they make!' (Stoker 2011: 21) . Similarly, the episode in which his bats complain that they never get to count and threaten to go on strike, alludes to the vampire brides' complaint that the Dracula gives nothing to them (2011: 40) (Episode 0745). Furthermore, many of his early appearances in the series involved his being visited in his castle, whether by the mailman delivering his mail (Episode 0592) or Ernie, hired to take the Count's telephone messages (Episode 0746). In both of these cases, the human characters are lured, like Jonathan Harker, to his castle under false pretences as his main aim is for them to provide him with something to count. In these ways, the Count evokes a very traditional gothic vampire, sinister and mysterious, although there is no evidence that he ever drank blood.
The appearance of the Count in this period offered an avenue into the iconography, aesthetics and conventions of horror for children, signalling the significance of the genre within contemporary television while offering transgressive interplay between comedy and horror. 4 He brought horror and gothic to Sesame Street, highlighting, like The Munsters, nonconformism but this time in a world of racial diversity. While his gothic monstrosity might render him 'different' and 'other', his acceptance by the multi-cultural inhabitants of Sesame Street confirm that all difference is celebrated, whether in the form of race, ethnicity, disability, species, or the colour of your fur or felt. As a result, the family friendly-Dracula of Sesame Street and The Munsters did normalise Stoker's vampire to challenge the entire notion of 'otherness' by making the unfamiliar familiar through their appearance in the home on our domestic television screens.
Gothic Adaptations
While The Stoker 's Dracula (1992) , and the recent CGI spectacular Dracula Untold (2014). The same can be said for television where these moments allow television producers to experiment with the potential for TV to produce unsettling and uncanny special effects.
In Dromgoole's 'Dracula', Dracula's attack on Lucy is prefigured by the revelation that his daytime resting place is the grave of a suicide. As Lucy (Susan George) and Mina (Suzanne Neve) leave the cemetery as the sun begins to set, the camera tracks in to a high angle medium shot of a flat gravestone, which is shown to disappear through the use of a dissolve, revealing the empty coffin within, containing nothing but a skull and scattered bones. This shot quickly dissolves again to the same shot but now with Dracula lying within the coffin as mist rises up from the grave. These two dissolves convey Dracula's ethereal nature, resting within the coffin not as a corpse but as a spirit. In the next scene he appears in Lucy's room in the form of a bat and the dissolve is again used to convey his transformation from bat to man, highlighting the fluidity of his bodily form. His attack on Lucy, however, is decidedly physical, kneeling by the side of her bed and leaning in to bite her with his rat-like fangs, her screams confirming that he has plunged his teeth into her neck. When he pulls away, a brief close up reveals that his mouth is filled with blood, while her screams turn into orgasmic moans. These scenes demonstrate an emphasis upon both the spectral nature of the vampire and his intense physicality, blurring lines between death and life, ghost and body, pain and pleasure. These effects are simple but startlingly graphic.
Saville's Count Dracula equally showcases television effects but more significantly, like early cinema and contemporary computer generated effects, the TV movie locates the uncanniness of Dracula within the televisuality of the production which hangs over the film like a veil. Throughout the film, the world of the vampire, as well as his own physicality, is affirming his control over Renfield as he dominates the frame. These types of effects are repeated throughout the film and it is the production's excessive televisuality that makes it so unsettling and serves to defamiliarise the vampire and the world he inhabits. This stands in contrast to the deliberate familiarising of the vampire through his presence on series such as
The Munsters and Sesame Street.
When examined together, the presence and utilization of Dracula in this first Golden
Age of TV horror, in which the genre was uncommonly visible across a multitude of programming formats and genres, demonstrate that while Dracula in cinema may have seemed anachronistic alongside modern horror, on television he continued to embody a disturbing and disruptive presence. Furthermore, they highlight the key role that Dracula played on television, both responding to developments within horror and pushing the genre's aesthetic and technological boundaries. Dracula on TV in this period is a leader once more.
st Century TV Horror
While the 1970s marked a significant moment for TV horror, the 1980s saw a reduction of the genre on the small screen, as well as an absence of Dracula in general as argued Sorcha Nì Flaínn in this issue (2017) . By the 1990s, however, the gradual transformation of the televisual landscape through the growth of a multi-channel market and development of narrow-casting as a means of targeting niche consumers lead to a rise of television horror. In this period the genre, as exemplified by series such as Twin Peaks (1990-91) , The X-Files (1993) (1994) (1995) (1996) (1997) (1998) (1999) (2000) (2001) (2002) , Buffy the Vampire Slayer, Angel (1999 Angel ( -2004 and Ultraviolet (1998), was primarily characterised by genre hybridity in which horror is embedded within a matrix of genres thus facilitating its presence upon television (Jowett 2009: 167-181 With these industrial changes, the broadcast backdrop that facilitates the production of Blood, which put graphic sex and gore into the TV vampire genre with an abandonment characteristic of the pay channel that produced both Sex and the City (1998 City ( -2004 and The (1999) (2000) (2001) (2002) (2003) (2004) (2005) (2006) (2007) , and the phenomenal success of AMC's The Walking Dead, a zombie series that features realistic images of body decay, violence and cannibalism on a weekly basis, TV horror has become increasingly graphic.
Sopranos
Another key factor that distinguishes the recent proliferation of horror on TV is the increase in budgets and the privileging of quality special effects. Shows such as American
Horror Story (2011-) and The Walking Dead place great emphasis upon their production design to ensure the best quality effects, which enhance their credentials both as horror and quality television. The Walking Dead is co-produced by Greg Nicotero, the head of one of the industry leading special make-up effects companies KNB who handle the show's weekly F/X (Raeside 2015) . While the 1970s golden age marked a period in which horror overwhelmed the screens, the twenty-first century is when the lines between cult and quality television converged around horror.
Prestige Dracula
While the appearance of Dracula on Buffy in the autumn 2000 represented a notable return of the Count to television within a changing televisual landscape, in many ways this episode stands as a pivot point for TV horror, using Dracula as a means of looking back while Buffy embodies the future of horror and quality genre television. As Matt Hills argues about Buffy 'classic horror monsters retain just enough monstrosity to act as a narrative threat in present day settings, but their power to disgust and repulse is reduced and they ultimately come to connote 'pastness '" (2005: 122-23) . In this manner, Dracula's inclusion in the series presents Furthermore, in the tradition of Curtis' Dracula which was shot in Hungary and the UK, and Saville's Count Dracula which was shot on location in Whitby, these new adaptations equally evoke authenticity and realism through location shooting, once again associating Dracula with traditions of quality British cinema and television. Even when using constructed sets, they are lavishly designed to evoke period detail. As Phil Rhodes explains, Penny Dreadful 'boasts at least six opulent standing sets and a back-lot re-creation of Victorian London' which was expanded as the series developed over its three seasons (2015: 36). Cinematographer McPolin further explains that the DPs on the series got 'to shoot scale. In Britain, particularly with the traditional broadcasters, they're seeing that it's important that they have a bigger scale so they can compete. The resources they're throwing at [Penny Dreadful] are incredible, because they're going up against the biggest movies. "Think big," they say. "If you need something, we'll consider it, and we'll do our damnedest to get it for you"' (cited in Rhodes 2015:43 ).
Yet despite these aesthetic and generic associations with 'quality' television, these texts overtly display the conventions of horror through the evocation of the grotesque and the iconography and visual aesthetic of the gothic, accompanied by lashings of blood, sex, and gore. For instance, the Granada Dracula (2006) By contrast, the NBC Dracula is more of a curious hybrid of heritage drama and horror, suggesting Downton Abbey meets True Blood. As much attention is placed upon the representation of period opulence as on violent body horror and blood drinking. In the first episode, Dracula has two introductions that convey this aesthetic and narrative split. He is first introduced when two men break into a tomb buried deep within the earth in Romania.
They find a stone coffin covered in drawings of Vlad Tepes' victims, with their bodies dangling from long wooden stakes. When they break into the coffin, a seemingly fossilized Dracula is found within, pinned down by metal spikes. One of the men kills the other and drains his blood over the vampire's face. The pouring of blood sets a mechanism in motion that lowers the spikes and causes the vampire's skin to soften and return to its flesh colour and texture, his face reshaping and filling out into a human visage, allowing him to grow young once more. As he twists and turns to lap up the blood, his eyes open wide and he stares into the camera framed in close-up while taking a gasping breath. The scene then cuts to close up of a fully restored Dracula (Jonathan Rhys Meyers) emerging sensuously from a bath, surrounded by candles. This image dissolves to a series of shots of his toned body and smooth skin as he puts on his shirt, attaches his cufflinks, pulls up his braces and does up a finely designed waistcoat and tie. As he puts on his jacket, his man servant Renfield (Nonso Anozie) informs him that from this day forward, he is 'an American industrialist'. In this pre-credit sequence we are introduced to the two faces of our vampire, the blood-drinking monster Dracula and the refined upper class business man Alexander Grayson; one embodying the bloody acts of horror, the other a central figure at home within the splendour of high society.
The heritage approach to Dracula is reinforced by the post-credit sequence where In the series' penultimate episode, after Vanessa has succumbed to Dracula, London is transformed into a gothic post-apocalyptic landscape. The episode begins with images of the abandoned streets of the city, fallen into darkness and over which a thick, seemingly poisonous, mist hangs as Vanessa's voice over pronounces the fall of the world through the fulfilment of an apocalyptic prophecy: 'And then all light will end and the world will live in darkness. The very air will be pestilence to mankind and our brethren, the night creatures, will emerge and feed. Such is our power. Such is our kingdom. 
Conclusion
In TV Horror, Jowett and I argue that rather than seeing horror as a new development on television, it has a long heritage. It has always been there although often masked within a matrix of other genre references. Television is a natural home for horror. My analysis of
Dracula on the television screen, however, demonstrates how in two notable periods, horror emerged out of the shadows to present itself more overtly in response to changing broadcast contexts that facilitated a more open engagement with the genre for this domestic medium.
These periods stand as golden ages of television horror in which the synergy between TV and horror became transparent and celebrated. Furthermore, Dracula's high profile position in these periods and the ways in which Stoker's text was adapted for television highlights the different operating systems at play in contemporary broadcast, within which horror was positioned and had to function. Dracula remains a chameleon text that adapts to suit the cultural and industrial contexts in which he emerges. These variations often serve as a barometer for changing approaches to horror. Rather than marking his obsolescence, therefore, I have demonstrated how Dracula's presence on television continues to embody a destabilizing force, challenging conceptions of normality, acceptability and quality within an ever-evolving televisual landscape.
